Introduction: Guilty Pleasures
The current crisis of the humanities is only the most recent incarnation of a controversy that has been ongoing since Plato denied the poets admission to his ideal state. The debate, simply put, concerns the value of literature and the arts; more specifically, it centers on the question of whether artistic pursuits have any demonstrable value for society at all. This book argues that we can better understand what is at stake in attempts to answer this question, as well as why the question itself will not go away, by turning to a moment in German history when it fi rst emerges in modern form. My central claim is that culture is conceived in the period as a form of luxury, and that arguments about the validity of cultural pursuits are inseparable from wide-ranging controversies in the period regarding the legitimacy of luxury itself.
Eighteenth-century Western Europe, we now know, was the site of a consumer revolution, an era during which a growing group of individuals began to emerge for the fi rst time from what Daniel Roche has called "the stranglehold of scarcity."
1 Due in large part to the expansion of overseas trade in the sixteenth and seventeenth centuries, new consumer goods began to shape the everyday lives of increasing numbers of people to a previously unheard-of degree. In the words of the historian Michael Kwass, "Everything from kitchenware to underwear, tables to tea sets, and wigs to watches began to circulate as never before." 2 Hopes and fears regarding the impact of all of these artifacts and experiences converged in contemporary refl ections on the idea of luxury, refl ections that found expression in literally hundreds of treatises and journal articles on the topic, written by the major intellectuals of the day. 3 Some of these commentators were deeply troubled by the spread of what they considered to be excessive consumption. For them, luxury was a cancer on the national body, the destroyer of families, and a source of immorality and physical enervation for the individual. A smaller group proved more sanguine, claiming for the fi rst time in the long history of refl ections on the topic that at least some degree of luxury was ultimately benefi cial for both the individual and society. Beginning with the scandalizing claims of Bernard Mandeville's Fable of the Bees in 1714 and continuing with the more moderate arguments of thinkers like Voltaire, Hume, Saint-Lambert, and, most famously, Adam Smith, the advocates of luxury emphasized its role in stimulating industry, reforming manners, and increasing human happiness. For the fi rst time since antiquity, in other words, some began to distinguish between "bad" and "good" luxury, between mere "excess" and "refi nement"-and they began to advocate for the latter. 4 One would be hard pressed to fi nd anyone in the period who expended more energy trying to untangle these two categories than the authors and publishers of literary works. On the one hand, works of literature, and the commercially successful genre of the novel in particular, provided writers with a medium for the representation of consumption and of new consumer goods, of the positive and negative consequences of self-interest, and of the ongoing efforts in the period to rethink traditional conceptions of the relationship between people and things. But literature itself, as an object and as a set of cultural practices, was also understood as a form of luxury, in either the positive or the negative sense, as frequent references to Bücherluxus (book luxury) and Leseluxus (reading luxury) make clear. It should thus come as no surprise that the romantic author Friedrich von Hardenberg (Novalis) rather ambiguously equates Goethe's literary achievements with those of the English potter Josiah Wedgwood, or when Goethe's own autobiography relates his frustration with an impudent publisher who offered him a supply 6. Books are the most signifi cant representative of a whole range of cultural consumer goods and commodifi ed entertainments that appeared in the period, including paintings, sculpture, music scores, muscial instruments, concerts, and plays. For a comprehensive catalog, see Michael North, "Material Delight and the Joy of Living": Cultural Consumption in the Age of Enlightenment in Germany , trans. Pamela Selwyn (Aldershot, UK: Ashgate, 2008) .
7. The statistics documenting the dramatic expansion in the book market have been cited many times before, but they bear repeating here. According to the catalogues of the Leipzig Book Fair, 978 titles were published in 1700, 1,296 new titles in 1750, and 4,012 in 1800-a threefold increase in fi fty years. See North, "Material Delight, [8] [9] [10] 8. I would like to thank Richard Gray for drawing my attention to this feature of the literary commodity of Berlin porcelain as compensation for publishing an unauthorized edition of his works.
5
Indeed, while many of the new artifacts that featured in discussions of luxury were exotic commodities from abroad-coffee, tea, spices, chocolate, sugar, and new textiles, for example-one of the most widely distributed luxury commodities in the period, one characterized by an extraordinary degree of product differentiation as well as highly sophisticated techniques of marketing and brand management, was not new at all, and was produced locally. That commodity was the book.
6 Particularly in Germany, where the production of other consumer goods lagged behind that of England and France, books were in the vanguard, so to speak, of the movement toward modern forms of production, marketing, and distribution.
7 These books were luxuries in the familiar sense of being objects of discretionary consumption too expensive for most readers to purchase for themselves. Books and reading, however, were also closely associated with aspects of the eighteenth-century concept of luxury that are more alien to our contemporary sensibilities and can thus help us to grasp the historical specifi city of the category: the association of luxury not just with the expensive or the rare or the ornamental, but especially with the excessive and the superfl uous, with overstimulated senses and a runaway imagination. These characteristics of the book as artifact, together with the unique capacity of literary texts to take up a position vis-à-vis their own commodity status, made the literary sphere a privileged site for grasping the emergence and working through the impact of what eighteenth-century observers perceived as modern luxury.
8
My broader argument is that the fi eld of literary production and consumption in Germany as it takes shape between 1770 and 1815 can be adequately understood only in terms of this discursive interpenetration of luxury and literature or, more generally, of luxury and the fi ne arts. Moving beyond the still prevalent onedimensional models that cast "serious" art as a repudiation of commerce, the analysis that follows intends to demonstrate just how deeply preoccupied artists and especially authors are with their status as luxury producers, and how the discursive strategies used to justify their activities emerge in dialogue with more general discussions regarding the legitimacy of those new objects of discretionary consumption understood as luxuries. As we will see, this dialogue shapes controversies over the legitimacy of prestige editions in the period ( chapter 2 ) and over the value of reading ( chapter 3 ). It also helps determine the structural and rhetorical features of literary works themselves, as an analysis of novels by Campe, Wieland, Moritz, Novalis, and Goethe will demonstrate ( chapters 4 -7 ).
These justifi catory strategies, moreover, invoke the entire range of positions in the luxury debates. That is to say, literature and the arts are not merely attacked using arguments found in the treatises condemning luxury more generally; they are also defended using the arguments of both the critics and the advocates of luxury. Approaching the literary production of the period from the perspective of luxury thus helps to cast its contested status into particularly sharp relief. Those who refused to accept Jean-Jacques Rousseau's association of the arts and sciences with corruption had to fi nd ways to legitimate artifacts and practices that were often seen as decorative and ornamental at best, to embed them within stable frameworks of meaning, once they had begun to become detached from those contexts (the church, the state, and the traditional status hierarchy) that had previously rendered them intelligible and expressive. By the same token, however, because so many authors and artists take up this challenge, literature and the arts also provide a particularly rich resource for understanding the emergence of the category of positive luxury, a process whereby that which might be considered excessive was discursively tamed and drawn into the orbit of utility.
To put it provocatively: the idea of Culture with a capital C takes shape in the period as the luxury that is not a luxury. The much-discussed and highly infl uential notions of self-cultivation and aesthetic autonomy do not emerge, as one infl uential line of interpretation that runs from Marcuse to Terry Eagleton and beyond would have it, by way of a dialectical repudiation of the alleged inhumanity of commercial society. They represent instead a partial but enthusiastic endorsement of that very society, one that attempts to unleash the emancipatory energies of commerce and the free market and simultaneously to attenuate their disintegrative impact. Recognizing the ambivalence with which commentators reacted to new opportunities for consumption enables us to acquire a more differentiated and historically adequate perspective on the period, but also a more sympathetic one, as we witness them engaging in often very sophisticated attempts to come to terms with dramatic transformations in the sphere of material culture, adopting and adapting existing conceptual models in order to make sense of new phenomena and justify their own activities. 11. Martha Woodmansee, for example, has described the theological framework that undergirds the aesthetic writings of Karl Philipp Moritz, whom we will encounter in chapter 5, and who fi rst expressed the infl uential notion that artworks constitute harmonious, self-suffi cient totalities to be enjoyed solely for their own sake. As Woodmansee explains it, Moritz simply transports "the highest stage and ultimate goal of human piety and felicity" as it is understood in Pietist theology into his theory of art. Woodmansee, Author, Art, and the Market , 19. Jochen Schmidt, in his defi nitive history of the concept of genius in German culture, identifi es a similar sacralization of literature in the period. Whereas Horace's "aut prodesse volunt aut delectare poetae" was still the fi nal word at the beginning On one level, then, this book is conceived as an interdisciplinary study of literature as both a cultural practice and a social institution. As such, it aims to deepen our understanding of the discursive as well as the material contexts that shape the novel in the late eighteenth and early nineteenth centuries. The analysis builds on recent work done in German and British studies on both consumer culture in a narrower sense and the interface between literature and political economy more generally. With regard to the former, Daniel Purdy and Karin Wurst have provided insightful and theoretically sophisticated treatments of fashion and consumer culture in late eighteenth-century Germany.
9 And the interpenetration of literary and political-economic discourse has fi gured prominently in examples of what has loosely been termed the "New Economic Criticism," whose most astute practitioners include such scholars as Martha Woodmansee, Richard T. Gray, and Fritz Breithaupt in the United States as well as Jochen Hörisch and Joseph Vogl in Germany. 10 What has been missing from these valuable studies, however, and what the following chapters explore in some detail, is a more historically specifi c elucidation of luxury as the central analytical category of eighteenth-century political economy as well as a consideration of the institutional and especially the textual ramifi cations of the perceived status of literature itself as luxury good.
Acknowledging this status-acknowledging, that is to say, that German authors approached both their own artistic endeavors and questions about the nature of fi ne art through the lens of luxury-can also help us to acquire a new perspective on the broader trajectory of German literature in the period. Scholars have tended to cast the decades "around 1800" as a moment when both the arts and the artist in Germany underwent a dramatic elevation in status. Such a view can be easily supported by phenomena like the cult of genius that begins with Klopstock or the apotheosis of art in the aesthetic theory of romantics like Schelling. Different scholars have emphasized different facets of this elevation, but it has often been cast in terms of a sacralization, whereby the arts take on a quasi-religious function.
11
of the eighteenth century, by midcentury poetry had acquired "the pathos and the uniquely binding force of a revelation-a revelation of truths that could only be accessed through poetry and thus could only be conveyed by a poet." Jochen Schmidt, Die Geschichte des Genie-Gedankens in der deutschen Literature, Philosophie und Politik 1750 -1945 (Darmstadt: Wissenschaftliche Buchgesellschaft, 1985 , 1:1.The new status of the author in the period has also been elucidated by Siegfried J. Schmidt, who describes the emergence of a new concept of authorship as vocation, one that arises from an "inner vocation" and that demands "total commitment." As Schmidt puts it, a professional ethos emerges, which, for the fi rst time, "makes the production of literature in theory the sole occupation in the life of the independent author." Siegfried J. I want to tell a story that is less familiar but equally central to the selfunderstanding of authors and artists in the period. Rather than concentrating on the exaltation of literature and the author, my starting point is what the poet Durs Grünbein has referred to as "the thoroughly dubious character of poetic creativity" ( das durch und durch Fragwürdige des dichterischen Schaffens ).
12 I am interested in texts and passages that testify to the precarious status of the arts in the eighteenth and early nineteenth centuries, to the doubts expressed-both among artists themselves and those evaluating the arts from the outside-about whether artistic endeavors, and the production and consumption of works of literature in particular, really have any value for society at all. In fact, when one surveys the territory of late eighteenth-and early nineteenth-century literature with such doubts in mind, it is hard not to be struck by how many works can be construed as warnings against the misguided or undisciplined pursuit of a career as an artist or against a naive belief in the power of art or beauty to change the world. Goethe's Die Leiden des jungen Werther (The Sorrows of Young Werther) and Wilhelm Meisters Lehrjahre (Wilhelm Meister's Apprenticeship) as well as Moritz's Anton Reiser spring to mind, as do a surprising number of novels and novellas from the romantic period, such as Jean Paul's Titan, E. T. A. Hoffmann's Der Sandmann (The Sandman) or even his Der goldene Topf (The Golden Pot), which, notwithstanding its sanctifi cation of poetry, ends by relegating it to the status of a temporary refuge. Even Novalis's Heinrich von Ofterdingen (Henry von Ofterdingen), often seen as the paradigmatic endorsement of an aesthetic religion and of the artist as prophet, includes its share of uneasiness.
If one expands the framework to include those works that depict the dangers of an overactive imagination or the confusion of fantasy with reality, both phenomena closely associated with luxury in the eighteenth century, then the list of relevant titles expands accordingly: Wieland's Don Sylvio (The Adventures of Don Sylvio de Rosalva), Musäus's Grandison der Zweite (Grandison the Second), and a number of other novels inspired by Don Quixote , not to mention the many works (e.g., Lenz's Die Soldaten [The Soldiers]) in which the exposure to literature and the arts has pernicious or at least ambivalent consequences. And attacks from outside the fi eld of literary production are legion. One of the more striking examples is a text 13 by Johann August Schlettwein, one of those prolifi c early political economists in Germany who tend to be grouped under the rubric of cameralism, and who is best known for his role in the failed attempt to reform the duchy of Baden according to physiocratic principles. As Schlettwein explains in a series of extended refl ections on luxury and its consequences in his treatise of 1779, Grundfeste der Staaten oder die politische Oekonomie (Foundations of the State or Political Economy), artists are essentially parasites. A rise in the number of painters increases the number of individuals who require sustenance but whose own activities make no demonstrable contribution to the general welfare. As Schlettwein puts it, "Should this activity, which serves the pleasures of the eyes and the imagination, take possession of the souls of all human beings, then the entire human race will go to rack and ruin."
13
Readers of Rousseau will recognize that Schlettwein's view was far from uncommon in late eighteenth-century Europe. Rousseau's Discourse on the Arts and Sciences of 1750 offers the most notorious but by no means the only example of a widespread suspicion of artists and intellectuals as unproductive, status-seeking freeloaders, and of the arts as a source of nothing so much as self-indulgent sensualism and dissatisfaction with one's place in the social hierarchy. Rousseau's impact, of course, has long been acknowledged. Examining Schlettwein's arguments, however, can help us to grasp the broader political-economic stakes of his claims about culture.
In fact, one can identify a similar political-economic perspective even among defenders of the arts. In a treatise on the circulation of money fi rst published in 1780, the pioneering economist and head of the Hamburg Commercial Academy Johann Georg Büsch offers a fairly typical view. True to his liberal inclinations, Büsch claims that artists are essential to the prosperity of the state. Their value, however, has nothing to do with any pedagogical or cultivating function. Rather, because their creations feed the desires of the affl uent, they thereby help to redistribute wealth. Without such refi ned pleasures, he argues, expressions of affl uence would be reduced to "gluttony, drunkenness, and fornication," which, in addition to being morally suspect, also fail to generate an adequate intensity of monetary circulation.
15. Claire Baldwin has written: "There has been a striking tendency in German Studies to construct elaborate typologies of the eighteenth-century novel that have served to create distinctions rather than to establish commonalities. the perspective of luxury, often with a similar sense of ambivalence. The fact that more vociferous critics of the arts such as Schlettwein were often breezily dismissed by artists as benighted philistines does not mean that their criticisms had no bite. I think that we can acquire a valuable perspective on the new conceptions of literature and culture that emerge in the period if we take as our starting point this profound suspicion regarding their legitimacy, rather than the perhaps more conspicuous assertion that artistic pursuits represent the highest form of human endeavor.
Approaching the literature of the period from this perspective thus allows us to appreciate more fully just how precarious its status was, even among enthusiasts. As with any form of luxury, reading or writing works of literature could be easily characterized as superfl uous at best and at worst as a dangerous distraction from more important tasks. Those who would defend it had to fi nd ways to link it to socially productive outcomes, a challenge whose resolution entails a careful positioning of books vis-à-vis other forms of material culture and which proves just as relevant to the didactic literature of the Enlightenment as to the supposedly autonomous art of romanticism. If recent projects in German literary history can be taken as representative, one still fi nds a strong tendency among scholars to classify works on the basis of traditional designations of periods and movements: Enlightenment, Sensibility, Storm and Stress, Late Enlightenment, Weimar classicism, and romanticism.
15 Luxury, however, provides a conceptual backdrop against which the entire period may be seen in terms of a dynamic unity, rather than simply as a series of literary trends and countertrends. The point is not to deny that one can draw distinctions among the authors and works associated with these trends, but to demonstrate that they are frequently responding to the same questions, even if their answers to those questions turn out to be quite different. refi nement in the gratifi cation of the senses." 17 In his article on the topic from the Encyclopédie , published in 1764, Saint-Lambert explains that it is the "use one makes of wealth and industry to procure a pleasant existence." 18 Virtually every text written on the topic, moreover, begins with a reference to the ambiguity of the category; as the article from D. Johann Georg Krünitz's monumental Oekonomische Encyklopädie (Economic Encyclopedia, 1773-1858) explains, "The defi nitions of luxury are as varied as the opinions as to whether it is harmful or harmless." 19 Such assertions of defi nitional diversity notwithstanding, one can identify some broad areas of agreement in the countless treatises written on the topic. In the simplest terms, luxury in the period is defi ned as anything deemed unnecessary or superfl uous. To be sure, this defi nition does not take us very far, as Bernhard Mandeville already made clear in 1714 when he explained, "Once we depart from calling everything luxury that is not absolutely necessary to keep a man alive, . . . then there is no luxury at all."
20 Such a characterization becomes more productive, however, if we approach it from the opposite direction and say that the myriad assertions about luxury represent so many attempts to defi ne, or redefi ne, the scope of the necessary, of human needs.
While substantive defi nitions of human needs have fallen out of favor in recent social theory, they exert an extraordinarily powerful infl uence in the eighteenth century. 21 Thinking about luxury in terms of the category of needs, moreover, can help us to appreciate the full implications of the point made by John Sekora in his pioneering study of the topic-namely, that luxury functions in the early modern period as a system of discourse in the Foucauldian sense. It expresses a set of wideranging and largely unrefl ected mental structures through which humans interpret their world. As both the ambiguity and the scope of the defi nitions above suggest, the concept of luxury as that which transcends our basic or "natural" needs extends over a broad semantic fi eld. It is nonetheless one that can be delimited in terms of the constellation of associated notions, both negative and positive, either intimated or explicitly mentioned in the texts just cited: ornament, excess, and status seeking on the one hand; refi nement, moderate pleasure, and economic productivity on the other. A closer reading of these texts would also reveal the connection of luxury to 22. Sekora, Luxury, 2. 23. Hume, "Of Refi nement in the Arts." 24. Berg and Eger, "Rise and Fall of the Luxury Debates," 9.
questions of morality, government, and political economy, as well as its alleged role as a founding principle of modern European civilization, which may be understood as either a fall from grace or the emergence from barbarism.
Mapping out this intellectual territory in some detail will be the task of chapter 1 . The task is complicated somewhat by the fact that this territory is the site of ongoing border disputes in the period. In Sekora's words, luxury represented "one of the oldest, most important, and most pervasive negative principles for organizing society Western history has ever known."
22 But, as he goes on to note, it was this very status of luxury as a "negative principle" that some intellectuals began to call into question in the seventeenth and eighteenth centuries-a reevaluation that proves inseparable from the dramatic expansion in the world of goods as previously described. Hume, for example, expresses a new, more contextual understanding of the category when he follows up his defi nition with the claim that "any degree of it may be innocent or blamable, according to the age, or country, or condition of the person."
23
Precisely this dynamism, however, as well as the acknowledged relativity of the category, makes luxury a particularly powerful lens for casting certain aspects of late eighteenth-and early nineteenth-century German culture into relief. The recognition that the meanings of the term are relative to time and place means that commentators expend a great deal of energy attempting to draw clear distinctions among various forms of luxury: modern versus ancient, productive versus unproductive, tasteful versus opulent.
24 Such distinctions fi gure prominently in efforts to characterize the fi ne arts either in parallel or in opposition to other consumer goods. And they are crucial for thinking about the impact of these commodities and commodifi ed entertainments on the individuals who consume them. One key line of argumentation in the efforts of advocates to demarcate a sphere of "good" luxury is to claim that, by subjecting the desirous subject to a kind of controlled stimulation, certain types of luxury can help to fashion them into productive, civilized, and self-regulating members of society. In this manner, the allegedly superfl uous is brought into the realm of necessity. Debates about luxury, in other words, always entail refl ections on subjectivity, and this brings us to a secondary claim of this study: that a consideration of luxury and the arts can shed new light on the evolution of ideas about the self in the modern era.
The Well-Tempered Self
The emergence of "the modern self " has been the focus of great interest in recent decades, so much so that one would be more justifi ed in speaking of modern 25. The basic idea of the "rise of the individual" continues to exercise a powerful hold, and has recently been persuasively reaffi rmed in Dror Wahrman, The Making of the Modern Self: Identity and Culture in Eighteenth-Century England (New Haven, CT: Yale University Press, 2006). But one can in fact identify a myriad of different selves or subjects in the scholarship on the topic: the Cartesian subject, the autonomous, bourgeois subject, the divided self of romanticism, Kant's transcendental subject, the possessive individual described by Macpherson, and the disciplined subject of Foucault. selves. 25 My own refl ections on the topic have been most strongly infl uenced by recent work done in consumer culture studies. The central analytical category in this context is that of a posttraditional self, operating in an environment in which social identity is no longer fi rmly anchored in institutions like religion or the family, or in the idea of a society of orders. The weakening of these institutions-which is itself largely a consequence of the rise of commerce and spread of marketbased forms of exchange and consumption-creates a situation in which identity becomes a choice, and the self becomes a project. 26 Within this framework, discretionary consumption (including cultural consumption) becomes a key resource for establishing a sense of who one is; in the words of Don Slater, "Consumer culture is the privileged medium for negotiating identity and status within a posttraditional society."
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In a sense, Slater is simply reiterating an observation made popular by Mandeville in his own early eighteenth-century refl ections on luxury. Particularly in large cities, Mandeville remarks, the fact that reputation is based on external appearance "encourages everybody who is conscious of his little merit . . . to wear clothes above his rank . . . and consequently have the pleasure of being esteemed by a vast majority."
28 Mandeville, moreover, also recognized that fashionable commodities represent more than a mere means for the display of new identities; he also understood that commerce and the affl uence to which it gave rise created new mechanisms for the exercise of social power, mechanisms that were inherently destabilizing. As Edward Hundert explains, Mandeville sought to show that in modern commercial societies "persons are obliged to orient their public performances in a world of mobile property, in which relations with others are rarely elemental, but are instead mediated by the unstable values embodied in possessions themselves."
29
For Mandeville and a number of other eighteenth-century commentators, this destabilization of traditional social relationships through commerce had had a decidedly positive impact, and a variety of recent studies of eighteenth-century Europe have sought to concretize the emancipatory aspect of this relationship between consumption and identity with regard to a group of increasingly confi dent 30. These studies have sometimes focused on middle-class emulation of the nobility, sometimes described the efforts of a rising middle class to distinguish itself from the nobility, and sometimes addressed consumption-driven mechanisms of distinction within the middle class itself. The classic assertion of social emulation as the motivation for consumption is to be found in and upwardly mobile middle-class consumers. 30 My interest, however, is in more abstract anthropological models of psychic equilibrium and in fears of self-loss rather than in techniques of modern bourgeois self-fashioning. While such models might seem more characteristic of early twentieth-century psychoanalysis than of Enlightenment anthropology, we will see that they exercise a powerful sway over eighteenth-century commentators. Indeed, one of the advantages of adopting the perspective of luxury is that it enables us to look both backward and forward, to see how new conceptual frameworks are built up on the ruins of those that seem to have lost their relevance, as well as how they are in turn incorporated into and help to shape subsequent theoretical edifi ces.
New opportunities for self-defi nition through consumption are experienced both as a path to progress and as a source of tremendous concern, and not merely among conservatives who lament the disintegration of the social status quo. When identities are increasingly mediated through market mechanisms and thus become ever more fl uid and fungible, the consequences extend beyond a weakening of the traditional status hierarchy. The very legitimacy of notions of a coherent, authentic, or essential self is called into question. Rousseau taps into this deeper level of concern when he writes of modern society: "Everything being reduced to appearances, everything becomes factitious and play-acting: honour, friendship, virtue, and often even vices in which one at length discovers the secret of glorying." 31 An expanding culture of consumption, understood by eighteenth-century observers in terms of the category of luxury, thus not only enables new social elites to establish communitites of identity in approximation of or in distinction to other social groups. It likewise triggers fundamental anxieties about the durability of the individual.
32
The unease regarding real versus simulated selves that suffuses the luxury debates constitutes their most salient point of contact with literature and the sphere of the fi ne arts more generally. Literary texts, and especially novels, are thoroughly implicated in the alleged reduction of identity to mere appearance. Like other forms of discretionary consumption, reading also generates fantasies of alternative realities and alternative selves, fantasies that feed into and are in turn sustained by the enjoyment of other luxury commodities. The complex of consumer objects that became popular following the publication of Goethe's Werther in 1774, not 33 merely blue jackets and yellow vests but also Werther porcelain and collectible illustrations, offers the most conspicuous example of this feedback loop.
33 Against this backdrop, eighteenth-century laments about escapist or identifi catory reading practices take on a new resonance as a particularly powerful example of more general fears about the fi ctionalization of identity. As we will see, categories like verisimilitude, plausibility, and even irony have a signifi cance that far transcends their use in more narrowly literary discussions. At the same time, however, by focusing on the literary context, we will be better able to grasp how a critical vocabulary that comes to defi ne much later debates about consumer culture already takes shape in the context of eighteenth-century discussions of luxury and the fi ne arts.
This concern with real or authentic selves, moreover, also returns us to the categories of psychic equilibrium and self-regulation as described previously. To the extent that the sensuous and imaginative pleasures of luxury consumptionwhether of books or of other goods-give rise to fantasies of modest improvement, these pleasures can be seen to drive socially desirable behaviors. Too much stimulation of the senses and the imagination, however, and the system threatens to spin out of control. Members of the nobility turn to bizarre foreign spices to satisfy their corrupt palates, or young men adopt the habit of dressing up like Goethe's Werther, even if it means inverting their fi nancial priorities and having to forgo some of life's basic necessities.
Eighteenth-century commentators tend to respond to this dilemma by positing an ideal of the balanced or well-tempered self as a solution, an ideal that refl ects the general anthropological orientation of the age and especially the notion, elucidated in recent work by scholars such as Hans-Jürgen Schings, Alexander Košenina, and Jutta Heinz, of the human being as a psycho-physical entity, an "indivisible unity of feeling and thinking, body and soul, sensuality and reason, nature and culture, determination and freedom." 34 Honing in on the category of luxury thus enables us to recognize that responses to the expanding world of goods are fundamentally anthropological in their orientation, casting both the threat and the opportunities presented by this expansion in terms of a specifi c, psycho-physical model of selfhood. The absence of fi xed, preestablished criteria for determining the exact constitution of this balanced self, however, gives rise to disagreements about what, in fact, constitutes excessive behavior and whether human beings can periodically engage in such behavior without completely losing their grip on reality. At stake in the debates about luxury and the arts, in other words, is the question of how much 35. Vogl, Kalkül und Leidenschaft . pleasure and stimulation can be tolerated by the individual without a complete loss of self-control. And this issue of self-control is linked in turn to concerns about social stability.
Joseph Vogl has described the parallel between these two levels of control in terms of the idea of a "somatic economy" ( haushälterischer Körper ), which, he argues, operates as a closed system seen to exist in a state of dynamic equilibrium. Whether the body in question is that of the mercantilist state or the individual, the goal is unhindered circulation and an optimization of the balance of forces through effective regulation. Vogl also asserts that a crucial transformation occurs around 1800, at which point both the state and the individual come to be understood on the basis of a new conceptual framework, one that posits both as types of self -regulating systems that operate according to a logic of imbalance or limitless demand. This new paradigm can be seen in the model of infi nite deferral entailed by new theories of credit as well as in the insatiable desire and ceaseless activity of Faust in the second part of Goethe's drama. 35 To these examples one can also add any number of models of self-regulating and self-correcting social systems, such as those based on Adam Smith's "invisible hand" or Kant's notion of "asocial sociability."
Like Vogl, I also believe one can discern a shift in ways of conceiving the self in the epoch under consideration. As my previous comments about the dynamic unity of the period suggest, however, I want to emphasize continuity rather than discontinuity or rupture. Instead of a wholesale transformation from an equilibrium-based model of the self to one based on a constitutive imbalance-the model embodied for Vogl in Faust's infi nite striving-I see the discourse of luxury as indicating a shift entailing optimization within an existing framework. The idea of the somatic economy remains in force at the level of both self and society, but this economy is recalibrated to operate at a higher level of intensity. Beginning around 1800, one fi nds an increasing tendency to view self-regulating systems, including that of the individual subject understood as a balance of psychic forces, as capable of tolerating more sensuality, more imagination, more desire, more egotism-in short, more luxury-than had previously been the case, without a loss in overall stability. This intensifi cation becomes especially apparent in the romantic period, where it has implications not only for representations of the artist but also for the narrative structure of the text.
My thinking in this regard owes a debt to recent appropriations of the work of Norbert Elias, who is best known for his model of the "civilizing process," whereby, over the course of several centuries, external mechanisms of social control become internalized in the form of what, using Freud's more familiar terminology, we would call the superego. The thrust of this development is toward increasing levels of self-restraint in a whole range of behaviors, from eating habits to speech to 36. As Cas Wouters explains, "The loosening of external compulsions and codes of behavior-the process of informalization-[is] 'closely associated' with a tighter regulation of drives . . . and simultaneously harbors such regulation in itself." Cas Wouters, "Informalisierung und der Prozess der Zivilisation," in Materialien zu Norbert Elias' Zivilisationstheorie , ed. P. Gleichmann, J. Gouldsblom, and H. Korte (Frankfurt/Main, Suhrkamp, 1977) courtship rituals. Elias's theory, however, also contains references to a process that runs in the opposite direction, a process that he and a number of other sociologists have elucidated under the rubric of "informalization." The basic idea behind informalization is that as the capacity for individual self-control increases in a general sense, this can open up possibilities for the relaxation of controls in certain limited arenas. 36 For our purposes, the most productive use of this idea has been made by the sociologist Mike Featherstone. In his discussion of consumption practices in postmodernism, Featherstone makes the important point that an increase in instances of apparent lack of self-restraint (in the form of excessive consumerism, for example) does not necessarily mean that controls have been abandoned. It can also mean that they have been embedded at a deeper level, such that punctuated excesses of this sort lose their threatening character. Previously transgressive behaviors that would have constituted a threat to the maintenance of a stable identity are no longer perceived as menacing, at least not by all concerned parties. As Featherstone puts it, "There may be 'rules of disorder' which act to permit more easily controlled swings." 37 Featherstone's notion of "controlled de-control" offers a useful framework for thinking about the shifting boundaries of luxury in the period as well as about the ambivalent attitudes expressed by contemporaries toward what I have termed the posttraditional self. It allows us to grasp the appeal of new opportunities for cultural consumption as sources of pleasure and self-affi rmation, but also to see why, even among commentators critical of the traditional society of orders, these new opportunities simultaneously give rise to trepidation. In addition, as we will see, the idea of "controlled de-control" can help us to link this trepidation to authorial decisions regarding the narrative organization of literary works, and not merely in the case of the "aesthetics of containment" seen as characteristic of Weimar classicism. 38 Even in that case, I think that the idea of containment, as crucial as it is, fails to capture fully the stakes of the project. In the end, all of the novels addressed in this study-whether they have conventionally been characterized as belonging to the Enlightenment, romanticism, classicism, or something in between-are concerned with the simultaneous stimulation and containment of self-interested desire; where they differ is in terms of their claims regarding the level of desire that can be maintained without succumbing to complete disorder, and in the literary and rhetorical strategies that defi ne their efforts.
On Method
It should be clear by this point that this book owes a debt to the methods of the New Historicism and discourse analysis-as Sekora argues, luxury in the eighteenth century is without a doubt a "system of discourse." In light of the studies that have appeared on the topic in the past two decades or so, however, one can no longer follow Sekora in asserting that it is a lost system of discourse. On the other hand, it does seem that many recent works on luxury give its discursive character short shrift, being too quick to limit their focus to the sphere of commodities narrowly defi ned and thereby failing to convey a sense of just how resonant the concept remained in the eighteenth century in a wide range of contexts. My argument, to reiterate it in the simplest possible form, is that a more complete understanding of this resonance can shed valuable light on how the idea of literature comes to be understood in the period, and more specifi cally, how literature comes to be defi ned as a form of, or even as the paradigmatic embodiment of, positive luxury.
Such a claim perforce raises questions as to the relative priority attributed to different levels of analysis. As formulated, it would seem to suggest that there exists a stable, preestablished discourse of luxury that can serve as the background for an analysis of literary production and consumption as well as of the form and content of literary works. It is true that condemnations of luxury remain remarkably stable in their basic argumentative structure from antiquity up through the eighteenth century. The problem arises when one recognizes that, beginning in the seventeenth and eighteenth centuries, the validity of that argumentative structure is no longer self-evident. At the risk of sounding overly Hegelian, one can say that we are dealing with a discourse that is becoming conscious of itself, becoming an object of conscious exposition rather than an unrefl ected set of intellectual assumptions. The fact that luxury is in a process of redefi nition in the decades under consideration in this study calls into question the viability of a background/foreground model.
The diffi culties are increased by the fact that the fi ne arts and luxury are mutually constitutive spheres in this period. Justifi cations of the former employ elements from both traditional condemnations of luxury and newer endorsements of it. And justifi cations of luxury will sometimes make use of elements typical of arguments in favor of the arts, or literature more specifi cally, with recourse to notions of taste or self-cultivation. If luxury can tell us something about the literature of the period, in other words, then the reverse is also true: conceptions of literature can help us to grasp the transformation in the meaning of luxury. For this reason, the introductory exposition on luxury provided here and in chapter 1 , based as it is primarily 39. Qtd. in Anton Koch, Wesen und Wertung des Luxus (Tübingen: Verlag von J. C. B. Mohr, 1914), 8. on the essays and treatises that explicitly address the topic, is slightly misleading. It reinforces, even if only implicitly, the idea that these texts have a clear discursive priority, that they constitute a stable conceptual framework against which the literary texts must be evaluated. There may be times when my analysis grants primacy to these texts, simply because, as works of expository prose, they present certain elements of the luxury discourse with greater precision than works of fi ction. The position that will unfold over the course of the analysis, however, is that the discourse as a whole is constituted by both sets of texts and thus is not fully captured by either set in isolation.
To the extent that one can speak of a stable conceptual framework for luxury, it is only with regard to the traditional view, pithily captured in the tautological assertion attributed to Christian Wolff: "Luxury is arrogance."
39 For the period under consideration in the chapters that follow, however, this framework can serve only as a rough starting point for an effort to trace the contested and shifting boundaries between what comes to be understood as "good" and "bad" luxury, and between each of these categories and that of the fi ne arts. What this means is that the full defi nitions of the key concepts that drive the framework argument of my analysis will become clear only in the course of the analysis, and only in terms of their relationship to each other. To attempt to defi ne concepts completely at the outset would be to imply that these categories have an existence wholly independent of and prior to the texts in which they are instantiated. If there is a certain circularity entailed by my approach, I believe that it is of the hermeneutic variety, such that one will have the impression of a deepening grasp of the relationship between part and whole, text and discourse, rather than the impression that the argument has simply assumed what it set out to prove.
In fact, I believe that this approach allows me to avoid the latter type of circularity as it pertains to other categories of analysis. One way to describe this book is as a study of the relationship between literature and economics, or of the interpenetration of literary and economic discourse in eighteenth-and early nineteenthcentury Germany. As such, it can be seen as a contribution to the growing body of scholarship that has been classifi ed under the rubric of the New Economic Criticism. My only objection to such a description is that it presumes that the terms "literature" and "the economy" refer to clearly defi ned, autonomous spheres in the period under consideration; this is decidedly not the case. One of the advantages of taking luxury as our starting point is that it allows us to sidestep the dangers of an anachronistic application of concepts that fully inhabit their modern defi nitions only well after the period under consideration. Of course, no attempt to understand the past can completely avoid anachronism, inasmuch as the very idea of historical understanding implies a process of translation from one conceptual framework to another, a process that can never be perfect. But I do think that taking luxury as a starting point better enables us to treat the period on its own terms and to recognize the haziness of boundaries that we tend to think of as clear and distinct. The many texts that include explicit condemnations or endorsements of luxury never limit themselves to consideration of issues that we would defi ne as economic; rather, in keeping with the previously mentioned anthropological orientation of the period, they address such diverse topics as universal history, the sciences of state, moral philosophy, and, of course, aesthetics.
Of particular signifi cance in this regard is a specifi c, recognizably modern conception of literature whose beginnings I hope to elucidate and which thus cannot itself be used as a basis for explanation. Rather than presenting the novels of Campe, Wieland, Moritz, Novalis, or Goethe as examples of a literary modernity to the extent that they meet certain criteria imposed on them from the outside, I want to trace how the novels themselves seek to construct an idea of modern literature through a complex negotiation of various discursive fi elds. My emphasis, in other words, is on the literary as an effect, rather than as an inherent property of certain kinds of texts. Paraphrasing Bruno Latour's position on the nature of "the social," one could say that "the literary" becomes visible only as the end result of an interaction or association of elements that are themselves non-or perhaps pre-literary. 40 This is why, even though this study as a whole aims to illuminate a larger set of concerns, the close reading of individual works will play such a central role in the analysis, since it is only on the basis of the rhetorical operations of the texts themselves that one can grasp the dynamic process through which the literary takes shape. These readings are of course intended to foreground particular elements in the novels and thus make no pretension of being exhaustive. Most of the novels under consideration here have repeatedly demonstrated their openness to a wide range of intrepretations. In fact, one advantage of framing these novels in terms of luxury is that it enables one to harness the insights of previous scholarship in order to illuminate new facets of these works, and I have striven in each case to show how my own analyses complement and enrich rather than simply refute previous readings.
I am also eager to avoid using a modern understanding of "capitalism" as the basis for explaining developments in eighteenth-and early nineteenth-century thought, when the idea of capitalism itself-that is to say, capitalism as an intellectual (rather than a structural) phenomenon-is also something that needs to be explained. Until recently, scholars of the period tended to focus on literature and philosophy as sources for understanding critical reactions to the spread of a capitalist worldview. Frequent references to "romantic anticapitalism" offer a case in point. But the majority of those arguments from the period that have been 42. The paradigmatic interpretation in this regard is Marcuse's. See Herbert Marcuse, "Über den affi rmativen Charakter der Kultur," Zeitschrift für Sozialforschung 6 (1937 ): 54-94. 43. Isabel Hull, Sexuality, State, and Civil Society in Germany, 1700 -1815 (Ithaca, NY: Cornell University Press, 1996 presented as anticapitalist have a long history in condemnations of luxury; that is to say, they are not "anti capitalist " in any unique sense. Criticisms of insatiable greed, of exploiting others for one's own advantage (treating human beings as means rather than ends), or even of a universal commensurability of objects canpace Adorno-be found in a variety of texts from precapitalist periods. What is new, and what proves most interesting, are not so much these criticisms but the manner in which they become entangled with the advocacy of phenomena previously condemned: if not insatiable greed, for example, then insatiable needs. Some of the best recent work in the aforementioned New Economic Criticism has focused on the complicity between "literature" and "economics," and I hope to contribute to our understanding of this complicity, while at the same time refocusing the discussion by insisting on luxury as the key analytical framework for grasping its full range and complexity. 41 To call for caution in the application of the idea of capitalism as an explanatory framework, however, is not to claim that capitalism (as a structural phenomenon) has no relevance to this study. On the contrary, as mentioned previously, shifts in the discursive fi elds of luxury and the fi ne arts are incomprehensible unless one takes into account the impact of an expanding commercial society. But here one again has to be careful of mischaracterizing the nature of this society. To describe the period in terms of the division of labor, technical rationality, or reifi cation, for example, as has sometimes been done, is to apply to it conceptual categories derivative of nineteenth-century industrial capitalism. 42 One can certainly fi nd in eighteenthcentury Germany expressions of concern about the impact of the division of labor. Schiller's letters Über die ästhetische Erziehung des Menschen (On the Aesthetic Education of Man) offer the best-known example. But most of these writers, including Schiller himself, are actually referring to very basic divisions, such as that between commerce and agriculture, rather than to the kind of specialization refl ected in Adam Smith's famous example of the pin factory. Most writers who occupy themselves with what we would consider to be economic matters show less interest in dehumanizing forms of production than in self-interest and the desire to consume, both of which, as the historian Isabel Hull has demonstrated, were viewed as necessary and highly threatening to the integrity of civil society. 43 Among the cast of characters that populate the texts of the period, one would be hard pressed to fi nd a cold, calculating factory owner. Instead, the main roles are played by irrational 44. Flörke, "Luxus." 45. The idea of a consumer revolution has been challenged by Ben Fine and Ellen Leopold, "Consumer Culture and the Industrial Revolution," Social History 15.2 (1990): 151-79. As Woodruff Smith writes, however, although some "have questioned whether the term [consumer revolution] can be applied accurately to the period (not enough consumption, not rapid enough change for a revolution), there can be no doubt that major alterations occurred in the quantity and type of consumer goods demanded in western Europe, and that these alterations helped to lay the foundations for industrialization, the consumer society, and much more." Woodruff Smith, Consumption and the Making of Respectability, 1600 -1800 (London: Routledge, 2002 , 5-6. Sombart advances and defends his claim in Luxus und Kapitalismus (Munich and Leipzig: Duncker & Humboldt, 1922) .
46. My focus on the conception of books as a form of positive luxury, for example, dovetails well with Andrew Piper's interest in the ways in which "changes to the material conditions of writing and communication that defi ned the nineteenth century could be rehearsed, interrogated, and ultimately normalized." Normalization is also a key category in my study, but the frame of reference is consumer culture more generally. See Andrew Piper, Dreaming in Books: The Making of the Bibliographic Imagination in the Romantic Age (Chicago: University of Chicago Press, 2009), 13. speculators with crackpot schemes and misguided members of the middle class, described in the Oekonomische Encyklopädie as "slaves of sensuality . . . who strive after each new object with a disorderly fervor."
This book begins with a conceptual overview of the idea of luxury in Germany, followed by six interpretive chapters, each of which offers a case study in the relationship between literature and luxury. The fi rst two of these interpretive chapters address the topic from a broader, intellectual-historical and institutional perspective, whereas the fi nal four provide fi ne-grained analyses of individual novels (in one case, a pair of novels). While each chapter is self-contained in its argumentation and can be read independently of the others, each also emphasizes different facets of the relationship between literature and luxury. Thus, when read together, the chapters reinforce and complement each other in productive ways, and only by reading them together can one acquire an adequate sense of how these seemingly disparate works stake out a range of distinct but related positions within a shared force fi eld of intellectual concerns.
Chapter 1 provides a conceptual map of luxury as it is understood in the period, one that acknowledges the long tradition of refl ections on the topic while also drawing attention to the transformation of the category. The synopsis aims to build on the insights of recent studies of eighteenth-century consumption while at the same time emphasizing the particularities of the German discourse of luxury through a careful consideration of its entwinement with questions of historical development, the society of orders, Enlightenment anthropology, and, of course, the legitimacy of the fi ne arts. This exposition provides a broad, intellectual-historical foundation for the subsequent analyses. Chapter 2 addresses the book itself as luxury object; more specifically, it considers the rhetorical strategies used to justify the production of exquisite luxury editions during an era in which the ideal of utility tended to reign supreme. Discussions of these editions offer perhaps the most conspicuous point of interface between luxury and literature, one that illuminates in a striking manner just how closely entwined the spheres of culture and commerce were in the period, and just how much intellectual energy had to be expended to create the sense of separation that held sway during most of the nineteenth and twentieth centuries. In considering luxury editions as a paradigmatic example of the contested boundaries of acceptable extravagance, chapter 2 also provides something of a taxonomy of the arguments used to justify the production and consumption of nonessential goods in the period. Chapter 3 turns from the book to the practice of reading, and from objects to subjects, taking as its point of departure the widespread concerns that emerge in the last quarter of the eighteenth century about an alleged reading mania ( Lesewut ). While these concerns have generally been viewed against the backdrop of political instability or anxieties about gender, I argue that they are best understood as one strand of a much broader confrontation with an emerging commercial society. Recognizing the shared conceptual framework in this instance helps us to grasp why the reading mania was a source of such distress. It also enables us to link concerns about surplus consumption to fears about a loss of subjective authenticity, and thereby to recognize how much even the most conservative commentators on the topic share with more recent critics of consumption as a source of identity.
miner is intended to serve as a model for the romantic artist, not so much because of his ability to fuse science and art, but because he operates in an environment marked by sensuous temptation but nonetheless manages to maintain his independence and remain productive.
The literary analysis concludes with chapter 7 , an analysis of Goethe's Die Wahlverwandtschaften (Elective Affi nities, 1809) that recasts the novel's engagement with the disintegrative forces of modernity as a meditation on the emancipation of the ornamental and its consequences for the integrity of self and society. In its representation of a decadent nobility, Goethe's novel might seem to confi rm the still-widespread notion that condemnations of luxury around 1800 are directed by members of the middle class toward members of the aristocracy. In terms of both its highly nuanced representation of consumer culture and its narrative structure, however, the novel has rather surprising implications for thinking about how one might reembed the decorative within the essential, and the role that literature can play in this effort. The conclusion brings the insights of this study to bear on a series of canonical late eighteenth-and early nineteenth-century defi nitions of the artistic masterpiece, enabling us to view these defi nitions as so many attempts to posit the work of art as a particular kind of material object.
In closing, it should be noted that this book, despite its length, is essentially essayistic in character. It had as its point of origin the recognition that literature and the arts are conceived as a form of luxury in the eighteenth and early nineteenth centuries, and that for this reason, a large number of commentators, even those engaged in artistic endeavors, struggle to defi ne the limits of their legitimacy. This book attempts to construct a coherent and meaningful story on the basis of this recognition. Given the limited scope of the analysis, the conclusions drawn here should be understood as hypothetical in character. They are meant to be suggestive rather than defi nitive, providing a foundation for further inquiry rather than constituting the fi nal word on the topic.
